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On Editing Hemingway Badly or Not at All:
Cautionary Reflections
SUSAN E BEE GEL

T

he archivally correct cardboard boxes of the
Hemingway Collection pulse with energy.
Hemingway's estate included at his death nearly
twenty thousand pages of holograph, typescript, carbon,
and proof.! Those pages make up more than eight hundred manuscripts of published and unpublished work, and
vividly show the composition process of twentieth-century American literature's most influential prose stylist. 2
They represent as well one of the last and fInest opportunities to study the composition process itself, now that
the delete key has arrived to send all false starts, alternative endings, errors, and omissions into the ether, and to
cloak the writer's additions and emendations as original
decisions rather than hard-won improvements.
The Hemingway manuscripts are full of delectable
problems to delight the heart of any documentary editor
or textual scholar. We have manuscripts of The Sun Also
Rises with introductory chapters deleted in galleys and the
names of actual individuals left in, so that you can read
about Hemingway's fIrst wife Hadley Richardson and
matador Nino de la Palma if you like. There are the famous alternative endings of A FarewelltoArms-between
thirty-two and forty-one, depending on how you countgrouped by Bernard Oldsey into "The Nada Ending, The
Fitzgerald Ending, The Religious Ending, The Live-Baby
Ending, The Morning-After Ending, The Funeral Ending,
the original Scribner's [magazine] Ending, and The Ending."3
There are lengthy and beautiful portions of writing left out
of Hemingway'S canonical short stories that illuminate
portions of the published work with plot expansions (such
as the "Three Shots" segment of "Indian Camp") and
metafIctions (including "On Writing," the deleted conclusion of "Big Two-Hearted River''). There are manuscripts
with editorial suggestions by F. Scott Fitzgerald ("Delete"
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and "Do Yourself") and manuscripts with authorial retorts by Hemingway ("Kiss My Ass'').
Since 1980, when the Kennedy Library's Hemingway
Room opened for research, thousands of additional pages
and dozens of items of memorabilia have been added by
the donations of Hemingway family members, friends,
and collectors as well as by the purchases of an active
Friends group. Here you can fInd not only treasures such
as the manuscripts of For Whom the Bell Tolls or A Moveable Feast, but also items such as Hemingway's fIrst spelling test (the words included forest, dark, ow4 Indian, and
Nokomis-he got a perfect score) and his fIrst short story,
written at age eleven, about harpooning a porpoise from
the bowsprit of a ship bound for Sydney, Australia. The
collection is rich in other materials as well: bullfIght tickets, hunting licenses, passports, war medals, and newspapers with stories he would rework into fIction. There are
over ten thousand still photographs and slides of
Hemingway, illustrating his life from childhood to old age,
and with it the American twentieth century. And there are
thousands of letters to and from Hemingway-letters
erotic, gossipy, scatological, and literary.
The Hemingway Collection also resonates with the
energy of the fIne scholars and archivists who have
worked on organizing and understanding these papers. I
think of Philip Young and Charles W. Mann and their
work creating an inventory of the manuscripts for Mary
Hemingway, Ernest's widow and literary executrix. I think
of Jo August, fIrst curator of the collection, and her work
developing the huge catalog, and of all the work her successors-Joan O'Connor, Megan Desnoyers, and Stephen
Plotkin-have done to keep that catalog fIrst-rate as accessions stream in. It is impossible to visit the Hemingway
Collection without thinking of ground-breaking
Hemingway biographies by Carlos Baker, Peter GriffIn,
Bernice Kert, Kenneth Lynn, James Mellow, and Michael
Reynolds, or of superb textual studies such as Frederic
Svoboda's Hemingwqy and The Sun Also Rises, Michael
Reynolds'S Hemingwqy's First War: The Making of A Farewell
to Arms, and Paul Smith's A Reader's Guide to the Short Stories of Ernest Hemingwqy.
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The Grim Prospects for Scholarly Editions
Conditions for editing Hemingway's work may seem ideal.
Yet despite the comprehensiveness, importance, organization, and availability of the primary materials, and despite the immense work already done on supporting resources, we are not likely to have a definitive, scholarly
edition of Hemingway's complete work before the final
decades of the next century. The largest obstacle confronting such an edition is a carefully guarded publishing
monopoly. Charles Scribner's Sons has always had exclusive rights to publish Hemingway's work, and has never
voluntarily relinquished any portion of those rights either
to a university press or to an academic trade venture such
as Library of America or Norton Critical Editions. Once
a family firm, the venerable Charles Scribner's Sons now
belongs to Simon and Schuster, itself a small subsidiary
of the media conglomerate Viacom, specializing in motion picture production, cable and network Tv, and other
forms of broadcasting. 4 Viacom is unlikely to experience
a change of heart any time soon.
Since Hemingway's death in 1961, Scribner has created eight financially successful books from materials in
the Hemingway Collection: A Moveable Feast; The Fifth Column and Four Short Stories oj the Spanish Civil War; Islands in
the Stream; The Nick Adams Stories; Ernest Hemingwqy: Selected
Letters, 1917-1961; The Dangerous Summer; The Garden oj
Eden; and The Complete Short Stories. All are commercially
edited, and all, with the exception of Carlos Baker's Selected
Letters, are full of problems. To give just two examples: The
Dangerous Summer, edited by Michael Pietsch, at 45,000
words represents less than half of Hemingway's original
108,746-word manuscript, a work the author once insisted
was "'Proustian in its cumulative effect."'s The so-called
Complete Short Stories by no means contains every short
story Hemingway ever wrote, either published or unpublished, and it does contain a number of fragments from
unfinished novels. Each of the posthumously published
books presents similar difficulties, and each constitutes a
unique opportunity for a scholarly edition.
Even now, with the 1999 centennial of Hemingway's
birth rapidly approaching, there is more posthumous
publication to come: an entire book about his 1950s safari to Africa, a group of short stories about World War
II, and a collection of letters far more comprehensive than
the excellent start given us by Carlos Baker in 1981.
Hemingway liked to refer to his unpublished manuscripts,
which he kept in a bank vault, as his "life insurance
policy,"6 and it is certainly remarkable that, more than
thirty-five years after his death, Hemingway continues t~
publish vigorously from beyond the grave.
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Because of the substantial commercial value of
Hemingway'S work-canonical, posthumous, and still
unpublished-the Hemingway estate and Scribner not
only continue to maintain exclusive rights, but have placed
other obstacles in the way of scholarship. For would-be
editors and textual scholars, one of the most formidable
is a ban on photocopying manuscripts related to published
works. Research using these papers involves transcription
by hand and the need to be physically present at the library
to double-check such transcriptions. Those who clear this
first hurdle find that permission to quote unpublished
material is difficult to obtain and, when granted, can involve fees well beyond the reach of academic budgets. A
young colleague recently paid $6,000 in permissions fees
(a sum representing 20 percent of his annual salary) to
publish a study of The Garden oj Eden manuscripts with a
university press.
Given Scribner's apparent lack of commitment to
complete and accurate texts, the bottom line is that we
have no definitive editions of the canonical works, but
many riddled with typos like the untagged line of dialogue
in ''A Clean, Well-Lighted Place" that has generated more
than twenty articles since 1959.7 And we have no variorum
editions of posthumously published works such as the
short story "Summer People," also containing a marvelous mistake. Nick says "You've got to get dressed, slut"
twice after making love to a girl whose nickname is actually "Stut," an error of transcription that has generated
some splendid misreadings bashing Hemingway for sexism.a Far more important, however, are the hundreds of
pages of original material excluded from posthumously
published books such as A Moveable Feast and Islands in the
Stream.
Sadly for Hemingway studies, the long road to public
domain-a necessity for a scholarly edition under current
circumstances-seems to be growing longer rather than
coming to an end. In March 1998, the House of Representatives passed legislation extending copyright for an
additional twenty years. Formerly, under the 1976 Copyright Act, work entered the public domain either seventyfive years after the date of first publication, or fifty years
after the author's death, whichever came first. For instance,
copyright on Hemingway's first novel, The Sun Also Rises
(1926), would have expired in 2001, and the Hemingway
corpus as a whole would have entered the public domain
after 2011. If this new legislation (called the Bono bill for
its late sponsor, Congressman Sonny Bono) passes the
Senate, those dates will become 2021 and 2031 respectively. The Bono bill does not protect the rights of artists,
nor does it fulfill "the primary purpose of copyright as

stated explicitly by the framers of the U.S. Constitution.
.. to promote the public welfare by the advancement of
knowledge."9 Rather, the bill is designed to bring U.S.
copyright law into line with that of the European Economic Community. This will enhance our trade balance by
providing an additional twenty years' protection for a
multibillion-dollar American export industry in film and
music, not coincidentally the principal financial products
of media conglomerates such as Viacom, Disney, and
Time-Warner who also own American publishing houses.
With so much money at stake, there is little hope that the
Senate will quash the Bono bill, which spells bad news for
twentieth-century American literary scholarship in general,
and Hemingway studies in particular. "I Got You, Babe;'
indeed.

The Lessons of Our Textual Vietnam
Hemingway studies will not be able to claim a definitive
scholarly edition for years to come. We can, however, point
to an event that is to documentary editing what Vietnam
is to American military policy: Tom Jenks's commercial
edition of Hemingway's unfinished novel, The Garden of
Eden. Eden is a late, dark, tender, and deeply troubled experimental work dealing with sexuality and creativity. Its
unveiling has completely revolutionized the way we think
about Hemingway. Jenks reduced an original manuscript
of some 2,400 pages, which we might charitably call 1,200
pages if we exclude multiple versions of various scenes,IO
to 247 printed pages. Cutting Eden was an editorial necessity, given that the work was destined for trade publication.
But along the way Jenks eliminated an entire plot involving two writer-artist characters named Nick and Barbara
Sheldon, and events you might think were central to any
novel's plot-such as a plane crash and a central character's
suicide.
Jenks went further. He put his red pencil into the living tissue of Hemingway's prose, silently altering, deleting, adding, and even rewriting sentences and paragraphs.
He put one character's speeches into the mouth of another. He even gave the novel a new ending. And his
changes seem to have an agenda. They make Hemingway's
male protagonist David Bourne more brutal and less sensitive, and his insane female protagonist Catherine Bourne
more destructive and less wise. Jenks is a bold editor who
can-and does-remove a woman's breasts with the slash
of his pen in the midst of a Hemingway love scene. II His
changes reinforce stereotyped images of Hemingway
rather than embrace the author's genuine complexity. And
Jenks went further still. He stepped from behind the mask
of editorial anonymity to claim credit for "his" work and

his improvement of Hemingway, as if Eden were Jenks'S
novel (as in fact it is, in its current corrupt form). His
punishment was to be pilloried by Barbara Probst
Solomon in a cover story for The New Republic that called
his work a "travesty,»12 and to face an outraged
Hemingway Society at MLA.
Editing Eden. The red pencil in the place of creation.
What a metaphor for arrogance. Clear-cut, subdivide, relandscape, develop, and market. The disastrous Jenks
edition reminds us that scholarly editing should be more
about conservation and stewardship than about appropriation and exploitation of original creation-an ideal
perhaps unattainable without public domain, now to be
withheld from works published in the United States for
almost a century. The failure of Jenks'S enormous cuts and
strange rejoinings of materials reminds us that Barry
Commoner's first principle of ecology-everything is
connected to everything else-also applies to well-crafted
literature, and we violate that law at our peril. The Eden
story also raises one of the most important questions in
documentary editing: who will edit the editor? Who else
has the knowledge of the text to call back a documentary
editor out of control and to correct his or her work? We
have a national aversion to doing things "by committee,"
but partnerships or teams of co-editors may help ensure
more responsible editing.

Editing Hemingway's "A Lack of Passion": A
Personal Fracaso
As our textual Vietnam, The Garden of Eden has at least
infected everyone interested in scholarly editions of
Hemingway's work with a profoundly healthy "Never
again" attitude. Which brings me to my own experience
editing an unpublished Hemingway work, and a different
kind of fracaso: that's what the Spanish call a bullfight that
ends with the matador being chased from the ring pursued
by a crowd flinging dead cats and empty wine bottles.
For a few brief years after Mary Hemingway's death
in 1986, the estate agreed to permit photocopying of
manuscripts and took a more liberal attitude toward scholars. Permission to publish textual work in learned journals
was occasionally forthcoming, and I was pleased to receive
a go-ahead to publish in The Hemingwtf)' Review an unfinished short story called ''A Lack of Passion," and even
more pleased when editor Charles Oliver gave me carte
blanche to edit the story in whatever manner I thought
would be best, regardless of space or expense.
''A Lack of Passion," in many ways like The Garden of
Eden, is a short story about sexuality and creativity. The
protagonist, Gavira, is a highly gifted but cowardly teenJune 1998/ DOCUMENTARY EDITING
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aged bullfighter based on the historic matador Chicuelo,
a sort of child prodigy manipulated by his uncle-manager.
In a state of total apathy-the boy does not care whether
his bulls are taken out of the ring alive-Gavira performs
disastrously in the arena, not only betraying his talent, but
more seriously failing in his duty to protect the men in his
cuadrilla. Gavira is unable to kill his bull, and his uncle has
a member of the cuadrilla stab the animal clandestinely, a
form of cheating in bullfighting. The boy is subsequendy
pursued by an angry crowd and briefly arrested. Gavira is
also an emerging homosexual, but is apathetic about that
as well. Depending on which version you read, the story
either concludes with his embarrassing failed attempt to
sodomize a hotel chambermaid, or with his waiting in a
train berth for the arrival of his middle-aged banderillero
Salas, whose catamite he is about to become.
Obviously not a Saturdtfy Dqy EveningPostsort of story,
"A Lack of Passion" was conceived by Hemingway in the
winter of 1924-25 as a companion piece to the now canonical short story "The Undefeated," about the aging
matador Manuel Garcia who, despite his lack of talent, has
great courage and is willing to die to fulfill his pledge to
kill the bull. Hemingway was not yet a commercially successful author, although In Our Time was making the
rounds of New York publishers, and he had just received
rejections from George Doran and Alfred Knop£ He was
still writing for the little magazines of Paris, whose editors
would have accepted such sexually explicit and experimental material without a qualm. And so "A Lack of Passion"
marks a turning point in Hemingway's career. He quit work
on the story when Horace Liveright's New York firm
accepted In Our Time and introduced him to the realities
of trade publication-requiring Hemingway to drop the
far less sexually explicit "Up in Michigan" and to edit
censorable passages from "Mr. and Mrs. Elliot."
Although the young author who smuggled James
joyce's UlYsses through U.S. Customs surely knew in his
heart that ''A Lack of Passion" was unpublishable in 1920s
America, Hemingway abandoned this experimental short
story only with reluctance. 13 In 1926, after publishing The
Torrents oj Spring and The Sun Also Rises, Hemingway returned to ''A Lack of Passion" when Paul Rosenfeld asked
him to contribute a story to The American Caravan. The
story would not come right, and he set it aside again until
1927, when he was collecting stories for Men Without
Women. Again, ''A Lack of Passion" was, in Hemingway's
own words, "not good enough," and he put the short story
away permanently, but not without saving the manuscripts. 14
Editing the story was a great deal of fun for me.
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Dating the three different drafts using letters, bullfighting
newspapers, scribbled memoranda on notebook jackets,
and Hemingway's published remarks on the story in Death
in the Afternoon was particularly challenging. With Charles
Oliver's blessing, I was able to present a clean short story
based on my best judgment about where Hemingway was

Ernest Hemingway in Schruns, Austria, in the
winter of 1925. Photo no. 747284N in theJohn
F. Kennedy Library.

headed when he abandoned ''A Lack of Passion.»Is Better still, I was able to publish complete transcriptions of
all the "Lack of Passion" manuscripts, showing additions
and deletions exactly as Hemingway had composed
them. 16 And I was even given space for an article discussing my decisions. 17
This experience has always struck me as ideal. Readers could have both an edition and the raw materials of an
edition, as well as a discussion of choices made and roads
not taken. Then, we did all of this in the unwieldy medium
of print. Now, CD-ROM would be an ideal venue for this

kind of project, permitting interactive editions where readers could readily construct their versions from facsimiles
rather than transcriptions. Nevertheless, this is not the
kind of editing venture likely to be welcomed by the general public or supported by publishers owned by Viacom.
We published ''A Lack of Passion" in the Spring 1990
issue of The Heming;vtfJ Review, I congratulated myself on
a job well done, and that's when the trouble began. Ohio
Northern University, the journal's publisher, sent out a
press release about both ''A Lack of Passion" and another
Hemingway story edited by another scholar in the same
issue. To complicate matters further, the other scholar's
university also launched a press release about his work.
The monster of Hemingway'S celebrity kicked in, and
suddenly there was a story on the wire services and in The
New York Times. The telephone began ringing off the hook
with calls from Japan, China, Canada, and Italy, as well as
from around the United States, and I was totally unprepared.
The first problem was that both university public
relations offices and the press want manuscripts of unpublished work to be discovered with a capital "D," preferably in an attic trunk. The media thrive on stories like that
of the man who bought a first edition of Poe's Tamerlane
for a few dollars at a used book barn. It was no use to tell
reporters that Hemingway mentioned ''A Lack of Passion"
in Death in the Afternoon, that it is catalogued in Young and
Mann's inventory and the library'S collection, and that
other scholars had looked at the manuscripts and briefly
discussed them in print. You cannot tell an enterprising
reporter that you "discovered" an unpublished
Hemingway short story under "L" in the card catalog.
Incredible distortions and fabrications arose around this
issue, and because all such bogus discovery stories are insulting to well-managed archives like the Kennedy
Library's Hemingway Collection, they were especially distressing.
The second problem was the story's sexual contentalso grist to the mill of the popular press. A Hemingway
story about a queer bullfighter! Unfortunately, all of this
coincided with the recent publication of Kenneth Lynn's
Hemingway biography, which notoriously postulates that
Hemingway's mother confused his sexual identity by
dressing him in girl's clothes when he was a baby. Many
of the reporters wanted to make ''A Lack of Passion"
proof that Hemingway himself was a latent homosexual.
I dealt with japan's version of Esquire magazine and a racy
Italian weekly. Then the Paul Harvey radio show ran a
story about ''A Lack of Passion" and Hemingway's homosexuality without consulting me, and I was ambushed by

several telephone calls from cranks who had gotten my
number from the program. This kind of publicity was
embarrassing not only to me personally, but to the
Hemingway estate-to the author's sons who had generously allowed us to publish. I began to understand why
Hemingway never finished ''A Lack of Passion."
My colleague Donald Junkins had similar problems
with the story he edited, "Philip Haines Was a Writer,"
published in the same issue of The Heming;vtfJ Review. He
had to have discovered it, and the story was, unfortunately,
biographically linked to Hemingway's painful divorce from
his first wife, Hadley Richardson, and his marriage to
Pauline Pfeiffer, the mothers of his sons.
The worst problem of all was caused by a reporter
from The Boston Globe hoping to break out of the gardening section and onto the front page. She knew that the
essence of a good newspaper story is conflict, and she also
knew how to create conflict where none existed. Here's
how it works. The reporter tells you that a colleague she
refuses to name has said something terrible and untrue
about you. The reporter will have extracted the statement
from your colleague by a process of negative denial: the
reporter says "I understand such-and-so's edition is shot
full of errors" and the interviewee says "Oh, really?" or
something equally noncommittal. Then the reporter put.s
her own words in your colleague'S mouth because he or
she didn't deny them, and repeats them to you. You then
say something ill advised about your colleague. The reporter telephones your colleague and repeats the nasty
thing you said. Your colleague responds. The reporter calls
you back. And so you find yourself in the middle of a
rampaging public battle that did not exist before a reporter
went looking for a story.
Training in hostile cross-examination helped me to
recognize and avoid this trap, but others involved in the
story were not so lucky and found to their dismay that the
reporter was playing the game with the Hemingway estate,
already offended by the media treatment of both short
stories. Given the general lunacy of the American media,
having the glare of your subject's fame shine on you, even
for Andy Warhol's statutory fifteen minutes, can be very
disconcerting and even professionally devastating if you
are not prepared.
Here are some lessons learned the hard way: Never
allow an institution to issue a press release about your work
without your consent to the language. If you publish with
other people, coordinate your story in advance of publicity. Prepare a fact sheet of one page about your work that
you can hand or fax to reporters so that they have your
exact language in front of them. Reporters have to write
June 1998 / DOCUMENTARY EDITING
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fast and on deadline, so they will use brief, accessible accounts. Never, ever affirm or fail to deny anything a reporter says to you that you do not want to see issuing from
your mouth as a direct quotation. Say '~bsolutely not" or
something else equally unequivocal. Phrase your answer
in your own words. Never respond to alleged remarks
from a colleague a reporter refuses to name. Never respond to alleged remarks from a colleague a reporter does
name. In fact, call that colleague, and develop a united'
front against your common enemy. Most of all, be bormg.

The Medium Is the Message
My experience editing '~ Lack of Passion" should not
surprise anyone. We have always known that the American media are more interested in miraculous discoveries,
sexual scandals, and controversy than in literary content,
historic worth, and the quiet work of scholarship. What
is frightening is that media conglomerates-with the familiar values of Hollywood, cable TV, talk radio, tabloid
newspapers, and the late, third-rate rock star Sonny
Bono-have silently taken control of American publishing while we were in the library collating manuscripts.
Charles Scribner's Sons, Macmillan, and Simon and
Schuster are no longer the names of publishing houses,
but labels for Viacom entertainment products.
When the Senate ratifies copyright legislation already
passed by Congress, as it surely will do to protect entertainment exports worth tens of billions annually to the
American economy, media conglomerates will control
virtually all intellectual property published in this country
for at least a century after its first appearance. We have relinquished without a struggle our right to conduct editorial scholarship on work published in our own time, and
with it the public'S right to choose from among multiple
editions of contemporary classics.
Our various debacles with the Hemingway papers may
therefore serve as a warning for all would-be editors of
especially valuable twentieth-century American literary
properties. Despite a comprehensive and superbly organized collection of manuscripts already much studied by
archivists, biographers, textual scholars, documentary
editors, and critics, Hemingway is being edited either badly
for quick profit, or not at all, because of a publishing
monopoly reluctant to share with the nonprofit sector.
Our attempt to publish scholarly editions of two short
stories in The Hemingwqy Review turned into a media nightmare, a profoundly unsatisfactory experience both for
scholars and for copyright owners. Many of us who have
devoted our careers to studying Hemingway have little
34

DOCUMENTARY EDITING / June 1998

hope of putting our experience to work crafting carefully
edited and fully annotated editions. Unless we can find
ways to interest large corporations in cooperating with
scholarly publishing ventures, learn to manipulate publicity
to our own ends, and begin to understand literature's lowly
new position as one medium among many in a global
marketplace, the work of editing Hemingway will belong
to the next generation.
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